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street to another opening at Galerie Nordenhake. The exhibition was of an artist un

known to me at the time - Anders Knutsson, The show was of large monochrome
paintings that, at first glance, seemed alien in a Swedish context. | had never seen anything
like this in my life - by the end of the evening, | became fascinated and infatuated with the
paintings. These paintings came across to me as totally now.They were very radical in their
monochrome formlessness and physical presence. | could easily see their relationship with
an American tradition rooted in minimalism. | discovered that, although Anders Knutsson
was born in Sweden, he had lived in the USA since 1967 and had established himself there
as an artist.

But the paintings also had something more. They contained traces of a painterly tradition
that stood out as uniquely Nordic - a relationship to nature, underpinned by a romantic
sensibility. | assumed that it was Anders Knutsson's Swedish roots that influenced his art.
But, | came to see another influence:a strong romantic connection to the American post-
war abstract expressionism.This connection became very obvious to me years later when
| saw his paintings from the early and mid 1970%. In his large canvases with arabesque-like
tracks of paint, the Nordic nearness to nature merged with an expressive pathos that was
rooted in abstract expressionism. Knutsson's artistic strength was his ability to merge the
American and European traditions in a rarely seen symbiosis.

H t was after an opening at Malmé Konsthall in 1979 that |, on a whim, went across the
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When | finally met Anders Knutsson at an opening party at Anders Tornberg Gallery in
Lund, | was delighted to find him to be a very personable man with a wide range of interests
in the field of culture - not a pretentious artist. He had kept his rather slow way of speaking
that is so typical of Skine, the province in Southern Sweden where he was born. But his
accent and grammar had an American influence - not in an exaggerated manner but with an
elegance and balance like his paintings, blending the European and American. We quickly
became friends - a relationship forged on stimulating exchanges of thoughts and ideas
developed. Our friendship deepened when | had the opportunity to live with the Knutsson
family in New York in the early 1980's during my curatorial training at the Whitney Museum
of American Art.

While in New York, | received an unexpected shock. Knutsson’s painting had taken a turn
that | could not have anticipated in my wildest imagination. Suddenly, that refined painterly
tradition that had captivated me was transformed into “luminous painting”. The paintings
were actually, literally luminescent! Knutsson and another painter, Thomas Bacher, had be-
gun experimenting with pigments that absorbed light and then emitted light in the dark.The
paintings developed a duality in character. During daylight, they had obvious kinship to the
monochrome paintings | had first encountered in Sweden. But, when the lights were turned
off, they emitted an immaterial light that could differ both in form and color from their
appearance in the daylight. The light's initial intensity faded slowly like a bonfire. At first |
thought there was a gimmicky part to the process that did not have a relationship to a real
painting tradition. But there was also a conservative component to my reaction. My love
affair with the monochrome paintings had not yet faded. | was quite clearly not ready for
this new creative leap. It was not until the exhibition Matter Memory in 1982 (with Jan
Hafstrom and Bard Breivik) that toured the Nordic countries that my attitude began to
change. The exhibition originated at Lund Konsthall. Two paintings were installed in a dark-
ened room with a timer that turned the lights on and off at even intervals. This installation
allowed me to experience the work in a new manner - it began to appear clearly to me that
the work with the luminous pigment was a logical development in Knutsson’s art. In the
dark, the viewer became aware that the painting’s materiality dissolved into something that
could be called immaterial light. The painting’s physicality had met their opposite in a spiri-
tual tradition. It suddenly occurred to me that it was the expression of the dualism be-
tween a materialistic and spiritual tradition that ran parallel throughout all of modernism.

Some personal thoughts about ANDERS KNUTSSON's art

Just as | had begun to accept the duality of matter and spirit in Knutsson's paintings, |
received a new shock (the third since | had met Knutsson). The large monochrome sur-
faces of the paintings began to disappear, making way for a figurative content. The paint-
ings were peopled by figures involved in ritual dances around bonfires and other magical
places. Many of these paintings had a certain kinship with such artistic movements as
performance art - that at this time was reaching inward into the human body in order to
make contact with other levels in the human body than it's psyche. It was in the somnam-
bulistic state of the body that another state of humanness, other than the intellectual or
psychic consciousness, was to be found. The body was seen as a container of collected
knowledge that had been suppressed from its acknowledgment of another dimension -
an awareness that was not scientific, but emotional. In terms of painting, the equivalent
would be the “wild" painters in Berlin where the bodily, rather than the emotional outlet
was tied to a primitive rather than expressionistic posture.

By this time, | was no longer surprised by the changes in Knutsson's art. Change was an
integral part of his continuous investigation of art historical styles. Knutsson has worked
his way through romanticism, classicism, modernism, primitivism, and expressionism -
not in an eclectic way but from a very personal point of departure. It is not surprising to
me that Knutsson's work has taken on a realistic aspect of the visible reality. The motif,
as a point of departure, is trees that grow in Brooklyn where Knutsson currently lives.
It is not botany that interests Knutsson. Rather, in these paintings, he has used the tree
to liberate himself from the egocentric perspective. The representation is not a portrait
of a tree. But as Knutsson himself says:“Real living trees that grow where | live are used
as models to create a convincing painting and a vision of a Tree of Light. A kind of
commentary or alternative to the Tree of Knowledge, a Tree of Life,Yggdrasil and other
symbolic tress from our historic religions.The tree receives the external light from the
sun, the light of the Creator - and then returns its inner light as a celebration and
manifestation.”

We are defining the tree as an Archetype. In other words: trees are part of the collective
nature, which is a category created by humans. It is an old tree, firmly connected to the
passage of ime and with a well-developed set of branches, that affirms a connection to a
greater context. Trees are part of another context, that in many of the paintings are part
of the whole earth, but with a realm of communication that also reaches outside and
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beyond the sphere of earth, into endless space.The tree is not tied geographically but is
part of a holistic perspective, where all levels communicate with each other in an ali-
encompassing network. This is a way of thinking that is supported in contemporary phys-
ics as well as in traditional metaphysics. Many physicists today maintain that all matter -
animate and inanimate - are connected to each other through an advanced system of
communication, We humans are part of this gigantic dance of connections and communi-
cation. We may have a consciousness that other species or sentient beings do not have -
but we cannot insist on our superiority. Humility is experienced as we witness the inevi-
tability of the paradigm shift from a mechanistic worldview to a more holistic. Our ex-
panded field is not only defined in terms of geography: but also in relation to time where
we oscillate between past and present in an ever-widening spiral.

When | contemplate Anders Knutsson's exhibition at Konsthallen in Hishult, there is a
feeling that all things are communicating. It seems that my travels have taken me on a very
wide detour via New York and other world art centers - where Knutsson’s paintings have
been an obvious part. His paintings are now here in my own home district of Laholm. It is
as if incompatible worlds are suddenly talking to each other - not only on a geographical
level. It might appear like a paradox that Knutsson's trees from Brooklyn do not feel
foreign at all - but rather feel at home at Konsthallen in Hishult, as if they belong to the
local landscape.

So don't tell me that nature is not the most sophisticated global network!

Bo Nilsson, Director of Rooseurn, Maimé Sweden
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“But the paintings also
had something more.
They contained traces
of a painterly tradition
that stood out as
wniguely Nordic - a re-
lationship to nature, un-
derpinned by a roman-
tic sensibility. | assumed
that it was Anders
Knutsson's Swedish
roots that influenced
his art. But, | came to
see another influence: 3
strong romantic con-
mection to the Ameri-
can post-war abstract
expressioniam.”

fter en vernissage pi Malmé Konsthall 1979 hamnade jag av en

tillfallighet pa vernissage hos Galerie Nordenhake | Malmo.

Utstiliningen var av en fér mig okind konstnir vid namn Anders
Knutsson. Utstallningen bestod av stora monokroma malningar som vid
en forsta anblick verkade frimmande i ett svenskt sammanhang. Jag hade
aldrig sett nigot liknande under min tid som utstaliningsbesokare., Efter
en stunds tillvanjning blev jag emellertid mycket fascinerad for att inte
saga forilskad. Milningarna framfor mig framstod som mycket samtida.
De var mycket radikala | sin monokromi som saknade form och istillet
betonades deras fysiska foretraden. Det var inte svirt att relatera dem
ull en amerikansk tradition med rétterna | minimalismen. Trots det
svenskklingande namnet var Anders Knutsson bosatt | USA sedan 1967,
dar han ocksd hade sin konstnarliga verksamhet.

Men milningarna hade ocksd nigot mer. De inneh&ll trots allt en rest av
en malerisk tradition, som med sin naturkinsla understodd av en romantisk
espirit, framstod som nordisk. Jag antog att det var Anders Knutssons
svenska rotter som gjorde sig piminda har, men i den abstrakta
expressionismen som vaxte fram | USA efter kriget fanns ocks3 ect starkt
romantiskt sentiment. | ett antal milningar frin bérjan och mitten av 1970-
talet, som jag fick se langt senare, blev denna férbindelselink mycket tydlig,
| stora mdiningar med arabeskliknande monster forbands den nordiska
naturkanslan med ett expressivt pathos med rotterna | den abstrakta
expressionismen, Knutssons konstnirliga styrka lig i en formdga att foga
ihop det amerikanska och det europeiska i en sallan skidad symbios,
Nir jag sedermera triffade Anders Knutsson pi en vernissagefest hos
Anmeornbu-glLundbhvthdmhdmhmlmMmm
malare, utan en mycket trevlig man som ocksa i sin person
hade en multikulturell framtoning. Han hade behillit sin lite savliga skinska
framtoning, men accenten och grammatiken hade priglats av det
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amerikanska spriket, men inte pd det dverdrivna sattet, utan med samma
forfinade balans som hans milningar forenade det europeiska och
amerikanska, Vanskap uppstod omedelbart vilket resulterade i ett
stimulerande tankeutbyte som kulminerade nar jag var inneboende hos
familjen Knutsson under tiden jag fick min utbildning som curator pi
Whitney Museum of American Art | New York.

Vil pa plats | New York fick jag en chock. Knutssons mileri hade tagit en
helt annan vandning an jag hade kunnat forestilla mig | min vildaste fantasi.
Plotsligt hade den forfinade mileriska traditionen Svergitr | “ett lysande”
méleri. Milningarna hade faktiske bérjat lysa. | samarbete med en
konstnirskollega | New York, Thomas Bacher, hade Knutsson borjat
experimentera med pigment som absorberade ljuset och direfter
iterkastade det i morker. Milningarna fick pa detta satt en dualistisk karaktar.
Under dagtid hade de en pitaglig stiktskap med de monokroma milningarna,
men ndr ljuset slicktes skickade de ut ett immaterielit ljus som kunde skilja
sig bide form och firgmassigt frin deras utseende | dagsljus. Forst starke,
men darefter falnade intensiteten precis som en brasa. Forst tyckte jag det
fanns ett gimmickartat moment | processen som inte hade med en riktig
mileritradition att gora. Men det fanns ocksd ett konservative moment i
min reaktion. Min féralskelse | de monokroma milningarna hade annu inte
slocknat. Jag var helt enkelt inte mogen ett nytt steg. Det var forst | samband
med utstaliningen Materia/Minne 1982 (med Jan Hafstrom och Bird Breivik)
som turnerade runt de nordiska linderna, som min instilining borjade
forindras. | Lunds Konsthall, som var férsta stationen pi utstallningsturnén,
installerades tvi milningar | ett morkt rum med en timer som tinde och
shackte ljuset med jamna intervaller. | métet med denna installation borjade
det framstd alit tydligare att arbetet med det lysande var en logisk utveckling
| Kutssons konstnarsskap. | mérkret blev man pitagligt medveten om att
malningens materialitet upplostes | ndgot som skulle kunna liknas vid ett
immaterielit ljus. Milningarnas fysiska sida hade fitt sin motpol | en
andlighetstradition. Det framgick plotsligt for mig att det var en sida av den
dualistiska rorelse mellan en materiell och en andlig tradition som loper
parallellt genom hela modernismen.

“Knutsson and another
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“The large mosochrome
surfaces of the paintings
began to dsappear, mak-
Ing way for a figurative
content. The paintings
were peopled by fgures
involved in ritual dances
around boofires and
other magical places.
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such artistic movements
s performance art - that
at this time was reaching
imward into the human
body in order to make
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ness, was to be found. The
body was seen 21 2 con-
tainer of collected knowl-
edpe that had been sup-
pressed from its ackeowd-
edgment of another &
mension - an awareness
that was not scientific,
but emotional "

Nir jag vil hade forlikat mig med dualismen mellan materia och ande |
Knutssons mileri kom ett nytt slag som iter bringade mig ur fattningen.
Malningarnas stora monokroma ytor bérjade forsvinna till férman for
et figurativt innehll. Milningarna befolkades av figurer som utforde nigon
slags rituella danser kring eldar och andra magiska platser. Flera av dessa
milningar hade en viss sliktskap med nigra av ditidens konstnirliga
rorelser, som performancekonsten, som vid denna tid sokte sig innit i
den minskliga kroppen for att fi kontakt med andra nivier i minniskans
kropp, snarare an i hennes psyke. Det var | kroppens sdmnabulenta tillstand
som det fanns en annan mansklighet &n den intellektuellc eller psykiskt
medvetna. Kroppen framstod som en container av en samiad kunskap
som varit borttringd for sitt bejakande av en annan dimension och en
kunskap som inte var vetenskaplig utan kinslomissig. | mileriskt avseende
kunde man finna en motsvarighet hos de “vilda" malarna i Berlin, dar den
kroppsliga snarare in den kinslomassiga utlevelsen var forbunden med
€Lt primitivt snarare dn ett expressionistiskt forhiliningssite.
Vid detta laget var jag inte sirskilt forvinad over forandringarna i Knutssons
Férandringen ingick som en fortiopande undersokning av
den konshistoriska stilhistorien, dir Knutsson dittills har arbetat sig igenom
romantiken, klassicismen, modernismen, primitivismen, expressionismen,
men inte | ett eklektiskt avseende, utan frin en mycket personlig och
intuitiv utgingspunke. | linje med de tidigare utforskningarna ir det inte
konstigt att Knutsson under de senaste dren ocksa griper sig an en realistisk
MNMWWM Den motiviska for
ar trad som vaxer | Brooklyn, dar Knutsson ar bosate.
Mmdubmbomkmmmﬁlmﬁwldmmar
har han anvint tridet for att frigdra sig frin det manniskocentrerade
perspektivet. Avbildningen ar inte ett ‘portratt’ av ett trid. Men, som
Knutsson silv siger:"Det ar verkliga, levande trid som vixer dar jag bor,
jag anviinder som forebild for att skapa en overtygande milning och en
vision av ett Ljusets Trid, En slags kommentar eller alternativ tifl Kunskapens
Trad, Livets Trad,Yggdrasil och andra symboliska trad frin vira historiska
religioner. Tridet erhiller det yttre ljuset frin solen, skaparens ljus - och
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aterger sedan sitt inre fjus som en hylining, en manifestation, en tacksagelse”
Vi talar alltsa om en arketyp for ett trad. Det ar med andra ord alla trad
utan att for den skull ingd | kollektivet ‘natur’ som ar en uppdelningsgrund
som manniskan har skapat. Det ar ett gammalt trad som ar val forankrat
i tidens lopp och med ett val utvecklat grenverk som utgor en
forbindelselank till ett storre sammanhang. Det ingar i ett annat
sammanhang som | flera av malningarna ar hela jordkloter, med en
kommunikationsyta som ocksa stracker sig utanfor jordens sfar och ut i
den oandliga rymden. Tradet ar pa detta satt inte geografiskt bundet utan
en del av ett helhetsperspekuv dar alla nivier kommunicerar med varandra
i ett helhetsverkande natverk, Detta ar etx resonemang som har stod av
den nutida fysiken saval som den traditionella metafysiken. Allt fier fysiker
havdar idag att all materia anda ned tll stenens efler tradets niva star i en
forbindelse med varandra genom en avancerad kommunikationsake | detta
gigantiska kommunikationsspel ingar ocksa vi manniskor. Det kan vara att
vi har ett splvmedvetande som andra ting saknar, men vi kan inte havda
var suveranitet, Det ar en odmjukhet infor tillvaron som ger en antydan
ate vi befinner oss i ett paradigmskifte fran en mekanisk till en mer hollistiskt
inriktad varldsbild. Det ar emellertid inte bara geografiskt som vi befinner
oss i ett utvidgat falt, utan ocksa tdmassige oscillerar vi mellan datid och
nutid | en standigt utvidgad spiral.

Det ar lite av kanslan att allt kommunicerar som man far for sig infor
Anders Knutssons utstallnig pa Konsthallen | Hishult. Det kanns som jag
fardats en ling omvag via New York och andra av varidens konstmetropoler,
dar Knutssons maleri har vant en sjalviiar del.Men nu dyker hans malningar
upp | min barndoms hemtrakter | Laholm. Det ar som om oforenliga
varldar plousligt kommunicerar med varandra, inte bara pa ett geografiskt
plan. Det ar paradoxalt nog sa att Knutssons trad fran Brooklyn inte alls
kanns frammande. utan snarare mycket sjalviklara pa Konsthallen i Hishult:
som om det sjalvkiart hor ihop med den hallandska naturen.

Kom sen inte och sag att naturen inte ar det mest sofistkerade globala
natverket!
Bo Nifsson
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